Prudentia (Prudence) with her mirror and serpent. The subscriptio of De Passe's emblem considers the Swedish king to have been as rare in his qualities as the phoenix, which is depicted at the foot of the tomb in its fiery nest; and in his prose commentary Hulsius expectantly suggests that General Gustavus Horn might represent the rebirth of Swedish hopes from the funeral pyre of the king. 3 The statues of the Virtues stand sentinel over the king's resting place, and through associative proximity to the king's effigy, intimate that they are embodiments and projections of those inner moral qualities which in life were discernible only through the king's words and deeds.
Neither Hulsius nor De Passe had, in fact, visited Stockholm to see Gustavus Adolphus' tomb in the Riddarholmskyrkan, and the image we find in the emblem book is wholly suppositious. In truth, the resting place of the Swedish king was quite unlike the imaginings of De Passe's engraving. There was no carved marble chest-tomb, no effigy of the king in repose, and no canopied figures moralizing his mortal remains. Presumably unaware of or unconcerned by such veracities, De Passe modelled his conception upon the tomb of a comparable Protestant 3 Hulsius, Den Onderganck, 46-47. experience in furnishing allegorical plates. His expectation that the emblematic and allegorical conceits interwoven throughout Den Onderganck should be widely understood conveys well the extent of the cultural literacy of the Low Countries in the first half of the seventeenth century. It is possible to extrapolate, too, something of the Swedish cultural environment of the 1630s from the contrasting evidence presented by the simpler furnishing of Gustavus Adolphus' mausoleum. 7 De Passe's assumptions about levels of cultural acquisition in Sweden serve as an introduction to the wider problem of identifying the "moment" of the Swedish Renaissance, and just when it becomes viable to apply that term to the Swedish seventeenth-century experience.
8 Swedish historiography has traditionally suggested that the renovation and reform of the arts and letters in the early modern era was negligible in the reign of Gustav Vasa (1523-1560) and only falteringly felt in the reigns of his sons, Erik XIV (1560-1568) and Johan III (1568-1592). It is generally suggested that the assimilation of Renaissance ideas and values was one dimension of a very much wider cultural process of "Europeanization" that arose from Sweden's participation in the Thirty Years' War and the power and prowess it brought. This view has been finessed and refined in various studies, but the processes by which artistic ideas and innovations from continental Europe leached into the fabric of Swedish cultural expression remain only partially understood.
My aim in this paper is to contribute a little more to this understanding through a close focus on the Virtues, both Cardinal and Theological, and investigate how these venerable vehicles of classical and Christian thought became adopted and assimilated into the visual sphere of the Swedish Renaissance. 9 Such allegorical types as the Virtues may be seen as typical manifestations of the dual intellectual relativism of the Italian Renaissance, a marriage of Christian iconography and classical tropes that answered the growing curiosity for the culture of antiquity and the syncretic impulse born out of humanism.
10 Important scholars of the last century traced lines of continuity in the presentation of such abstractions from the late classical era into the Christian Middle Ages, but any sense of a cultural continuum dissolves in the face of the evidence in Sweden.
11 Very little trace of such syncretic iconography is discernible here, and where we do encounter images of the Virtues, they are atypical of the vernacular repertoire of ecclesial art, and comparatively late expressions of visual ideas that flourished in other parts of Europe from late antiquity. 12 To keep within manageable bounds, I shall largely confine my discussion to manifestations of the Virtues as found in Swedish figural sculpture, not only as the material evidence in this form has proven to be durable, but because it offers both a substantial and representative corpus for analysis. Much of the material under review takes the form of sepulchral sculpture, an area of cultural pro- duction in which Sweden remains comparably rich. The combination of Sweden's economic rise in the first part of the seventeenth century, and the corresponding dynastic ambitions of its nobility in response to this enrichment, created ripe conditions for the elaborate memorializing of society's elite. 13 The siting of such monuments in cathedrals and mortuary chapels has further safeguarded the evidence from the predations of time; we must also consider as a factor in such stability the integrity of Sweden's borders from the invasion of foreign armies over the past two hundred years. Finally, something intrinsic to the demands of the funeral monument meant that figures of the Virtues became popular distillations of the cultural values espoused by the class of society that required such testimonies to define their sovereign character. These are elusive but important ideas I shall return to at the end of the article.
The earliest manifestation of the Virtues in Swedish sculptural art cannot be traced back earlier than the 1580s, and even with this cave- 17 Designed in three ascending tiers, the gable marks an amalgam of the Netherlandish step-gable with the rounded forms of Northern Mannerism. The lowest tier presents two windows capped by rounded pediments flanking a cartouche framing the motto "DEUS PROTECTOR MEUS", a familiar motto, or valspråk, of Gustav Vasa. This gives way to a centred panel with a large relief of the riksvapen, or national coat of arms. To either side we see statues set into niches marked off by twinned columns with Corinthian capitals. These niches are capped by broken rounded pediments topped with pinnacles, while above the coat of arms is a tabernacle with a larger niche and statue. Neither Camphuysen's brush nor Le Pautre's burin are quite so refined so as to allow us to read the identity of the statues precisely, but it would be quite in order for such a group to be an articulation of the Virtues; indeed Camphuysen's image seems to show the central figure holding something in her left hand that might correspond to Iustitia's scales. Moreover, documentary evidence exists suggesting that Boy adorned the Tre Kronor chapel choir with figures of the Virtues. In a letter dated 23rd June 1588, King Johan specifies that "Dygder" form part of a decorative programme. As far as can be ascertained, these constituted representations of Faith and Charity executed in gilded copper. Johan also commissioned fresco paintings of the Virtues for the Grå Salen (Grey Chamber) at Kalmar Castle. These works, which are still discernible today, were carried out by Arent Lambrechts.
18
It was certainly with an awareness of the Tre Kronor's Renaissance additions that Hans Fleming, another Netherlandish architect active in Sweden, approached the design of the castle of Vadstena on the shore of Lake Vättern in Östergötland. 19 Between 1602 and 1611 a team of builders and stone-carvers under his direction fashioned a gable on Vadstena's eastern side similar in style and form to the older structure in Stockholm. 20 The gable survives today, and within its three niches stand the sculptured figures of Fides (Faith), Spes (Hope), and Caritas (Charity/ Love) (Fig. 3) . 21 Since the famous text from 1 st Corinthians states that "the greatest of these is Love (Caritas)", we see Charity occupy the apex of the triadic group surrounded by her traditional attributes of necessitous children.
22 A central armorial tablet shows the heraldic arms of Duke Johan of Östergötland, the son of Johan III and Gunilla Bielke, crowned with the ducal coronet and supported by the provincial lion and griffin. In a manner reminiscent of the tomb of William the Silent, the outlying sculptural figures not only embellish the armorial display, but offer comment upon the moral qualities of the duke heraldically signified. The coat of arms is augmented by these allegorical figures into a definition of the private nature of the duke, specifically his pronounced piety. The template established on the eastern gable served again in 1620 when a matching gable was erected on the castle's west side (Fig. 4) . The same composition involving three statues within niches surrounds a central heraldic display, this time honouring "GARS 1620" ("Gustavus Adolphus Rex Sveciae 1620"). 23 To the left of the arms stands Prudentia with her mirror, and to the right, Fortitudo clasping a column. Completing the ensemble at the apex is Iustitia with her scales. The architects of the western gable have thus extended Vadstena's pantheon of Virtues to include three of the four Cardinal Virtues, excluding Temperance. While the east gable presents the embodiments of religious virtue, the western gable speaks of Gustavus Adolphus' possession of political virtue: wisdom, resolve and even-handed administration of the law. The aggregation of these three Virtues together was by no means arbitrary: their union exemplifies Cicero's well-known discussion in his De officiis ("On Duties") treating of the qualities possessed by the wise and able leader. In Cicero's view, Prudence represents "the full perception and intelligent development of the true"; Justice concerns "the conservation of organized society"; and Fortitude guarantees "the greatness and strength of a noble and invincible spirit". life avails man more?" 25 These very figures range round the personal arms of Gustavus Adolphus and insist upon the young king's excellence and probity by means of the visual rhetoric of Renaissance prosopopoeia.
This was an important propagandistic message to impart at this stage of the king's career. The 1610s had been a bruising decade with a humiliating peace struck at Knäred, stinging reparations handed over to Denmark, and scant recognition of the king's very legitimacy in wider Europe. 26 But by the decade's close, some signs of Gustavus Adolphus' adroit political management were beginning to become evident, and the advantageous Peace of Stolbova that neutralized Muscovy could certainly have been seen as the working of the young king's prudence. 27 It became possible for rhetoricians to address the king through the agency of the personified Virtues, as evidenced by the Neo-Latin poem Coronarium by the humanist poet Sylvester Johannis Phrygius in 1617. 28 Published, as the title suggests, to mark Gustavus Adolphus' coronation in October of that year, Phrygius ventriloquizes a panoply of Virtues who proclaim their allegiance to the king, and promise faithful attendance upon him throughout his reign. with the sculptural groups at Vadstena to attest to the regime finding its voice in the new iconographic language of Renaissance emblematics. 30 Encouragement of these ideas continued to come from overseas. Around 1615 a spectacular funeral monument in black marble and alabaster was erected in the south chapel of Linköping Cathedral. It was intended to mark the burial place of Ture Nilsson Bielke and his wife Margareta Sture. Indeed, it was Margareta ( †1617) who was instrumental in arranging the commission and erection of the tomb. It was of a type unseen in Sweden before, and had been carved across the Baltic Sea in the Danzig workshop of the notable Flemish sculptor, Willem van den Blocke. 31 Van den Blocke is remembered today as the sculptor of the celebrated tomb of Johan III in Uppsala Cathedral, although that tomb was only erected in the early nineteenth century. The Bielke tomb at Linköping, then, was the outstanding witness to his craft in Sweden in the seventeenth century. The tomb shows low-relief effigies of Bielke and his wife lying on a tilted bier (Fig. 5) . 32 Lapidary inscriptions are set amongst a display of columns of the Ionic order, festoons, putti with inverted torches, heraldic achievements, obelisks of immortality, and the whole edifice crowned with the figure of the resurrected Christ. But between the effigies of the noble dead and the Salvator Mundi stand statues of the three Theological Virtues, Fides, Spes, and Caritas, all executed in Van den Blocke's refined Mannerist idiom. The sculptor's composition compels us to lift our eyes from the figures in repose below our line of sight, to the Virtues at eye level, and on up to the figure of Christ above us, a programmatic enactment of the Bielkes' negotiation of the via salutis through faithful adherence to Christian doctrine. Of course, it may be objected that the three Theological Virtues had formed a traditional part of the repertoire of funereal sculpture since at least the eleventh century, exemplified by the famous tomb of Pope Clement II in Bamberg, Germany, and that it is therefore unexceptional to find them at Linköping. It is perhaps unusual to observe, however, that the Virtues had not played a role in Swedish tomb sculpture in the Middle Ages nor in the sixteenth century. Something new, therefore, was introduced to the vernacular tradition from Danzig with the Bielke monument.
But there may be more to consider in the Bielke tomb than its iconographic novelty. The Bielkes were one of the great families of the Swedish high nobility, with a pedigree of the utmost lustre stretching back to the end of the Viking era and including incorporation into the Swedish royal family.
33 Ture Nilsson Bielke enjoyed high office and honour from the earliest age, and his public career began in earnest when he was in his early twenties. His later prominence as a member of the Riksråd and Superintendent of the Treasury (Överste räknemästare) raised him to a position close to the fourth Vasa monarch, Sigismund. When Sigismund was driven out of the kingdom by his uncle, Duke Karl of Södermanland, Bielke was among a handful of high aristocratic councillors left to the Duke's mercy. In fact, he was shown none, and Bielke was beheaded along with four other leading nobles on Maundy Thursday, 1600, in the marketplace at Linköping. 34 While history has judged the Bloodbath of Linköping as Duke Karl's exercise of brutal Realpolitik, on another level it marked a critical moment of potential dynastic eclipse for the Bielke family. Bielke's widow, who had fled with her children to the estate of Hörningsholm, faced peril, too, as consort of a declared traitor. It is significant to note that Van Den Blocke's monument to Ture Nilsson Bielke was commissioned only after the death of Duke Karl, later Charles IX, in 1611. The entire programme of the monument restores the fallen councillor to full dignity, his head returned to his shoulders in effigy and his innate goodness affirmed by the presiding virtues of Faith, Hope and Charity. 35 Margareta's efforts in furnishing this memorial to her disgraced husband sought to efface the terrible blot upon the dignity of his name, and as widow of a traitor, upon her own reputation, too. The deployment of the Risen Christ and the Theological Virtues can be viewed therefore as a tactic in the rhetorical practice of persuasio, an appeal to posterity for re-evaluation. The reposeful bodies under the aegis of the 33 Gunilla Bielke (1568-1597) had been consort to Johan III. 34 His fellow victims were Erik Sparre, Sten Banér, Gustav Banér and Bengt Falck. 35 The wholeness of the effigy reflects the tradition that Margareta instructed a servant to sew her husband's head back onto his body before he was interred.
Virtues become metonymic of the noble couple's innocence.
The visual rhetoric of the Bielke tomb at Linköping soon found echoes in memorials to the aristocracy across the central belt of (Fig. 6) . The staffage of Virtues is doubled on another monument by Claeszon elsewhere in the cathedral with his effigy tomb memorializing Gustav Banér, another victim of the Bloodbath of Linköping, where Iustitia, Fortitudo, Temperantia and Prudentia stand sentinel at the four corners of the tomb's canopy. The same Virtues reappeared a few years later on Claezson's tomb for Gustav's son, Svante Banér, Governor of Riga, in the parish church of Danderyd, north of Stockholm. 37 The commerce of these humanistic programmes between continental Europe and Sweden, represented by the work of Van den Blocke and Claeszon, was to continue throughout the century and exert clear influence upon vernacular taste. Another manifestation is the remarkable baptistery commissioned for Västerås Cathedral by Anna Gunnarsdotter, the widow of the German-born iron and copper magnate, Simon Depken. Sextra. Depken, who had died in 1620, was memorialized by one of the most outstanding Renaissance furnishings of the Vasa era, a baptistery of finely carved and polychromed wood enclosing a canopied font. Among its cast of many figures stand the Virtues with gilded hair: alongside the apostles and angels that staff Sextra's work, they stand witness to the life of Grace offered to the recipient of the baptismal rite (Fig. 7) .
A similar international influence can also be felt in the chest tomb of Erik Göransson Ulfsparre ( †1631) and his widow Beata Oxenstierna ( †1652) that stands in the north chapel of Linköping Cathedral. 38 This was the work of the Silesianborn sculptor, portraitist, and painter, Johan Johansson Werner, who in 1620, in his twenties, had come to Sweden. He is perhaps best known for his work on Magnus Gabriel De la Gardie's chapel at Läckö Castle. 39 Werner depicts the provincial governor and his wife in effigy on the tomb's surface, while each corner is supported on pilasters faced with high relief sculptures labelled "Temporantia" (sic), "Patientia", "Ivsticia" (sic), "Spes", "Fides", "Charitas", "Prvdentia", and "Fortitvdo" (Figs. 8 & 9) . The side panels of the sarcophagus are adorned with heraldic achievements, and the figures of the Virtues can be seen to replace the role assigned in late medieval tomb sculpture to pleurants, or weepers.
It became more common to find the tombs of the Swedish elite apostrophised by the sculpted forms of the Virtues as the seventeenth century progressed. Sometimes, there seems to be little operation of innovation or adaptation in these configurations, but in other cases there can be iconographic surprises. One such has been described by Peter Gillgren in his discussion of the monument in Dalby, Uppland, for Knut Posse by an unknown artist and dating from the 1660s. 40 It is a hanging mural epitaph replete with armorial achievements, lapidary panegyrics, and classical architectural motifs. Its staffage of sculpted figures consists of Fides, Prudentia, Iustitia and Veritas (Truth) set out in pairs flanking the monument and leading the eye up to the summit of the composition. There, remarkably, the eye falls not on the figure of the Risen Christ, as might have been expected, but upon the brazenly nude figure of Fortuna standing upon her ball. As Gillgren rightly says, the conventional Christian iconography is disrupted with the striking thought that all life is subject to the vagaries of Fortune, but that control can be wrest-40 Peter Gillgren, "Skulpturen", Barockens konst. Signums svenska konsthistoria 6 (Lund: Signum, 1997), 334-337. ed away from the dictates of Fate if the good man or woman follow the bidding of Virtue. 41 Of course, we detect in this a reimagining of the representation of Fortuna set forward in Petrarch's De remediis utriusque fortunae, first published in 1366. In this dialogue, the writer argues for the imposition of human wisdom over the dictates of Fortune, an idea later condensed into the saw "Sapientia Fortunam" ("Wisdom conquers Fortune"). 42 Seen in this light, Knut Posse's monument argues for the role of human agency in the control of Fortune, a Christianized reading of central ideas espoused by Machiavelli. 43 Perhaps the highest achievement of Swedish allegorical sculptures of the Virtues came in the 1660s with a remarkable memorial to the commander, Lars Kagg (Fig. 10) . 44 Kagg was a veteran of the Thirty Years War, a career soldier who had first seen service as a young officer under Gustavus Adolphus, and who had played a part in the Swedish victory at Oldendorf in 1633. He subsequently held a series of military and civilian posts that included a seat on the Council of War (Krigsråd), a member of the Council of State (Riksråd), and ultimately Field Marshal of the Realm. At his death in 1661, Kagg was mourned as a patriot and hero whose career had described a remarkable trajectory through Sweden's rise from marginal European kingdom to leading Protestant power. He was buried with due pomp in a ceremony in the Riddarholmskyrkan, and his coffin laid to rest a short distance from that of his early sponsor, Gustavus Adolphus.
The principal monument to Kagg's career cannot be found at the Riddarholmskyrkan, however. Instead, it was erected in the church of Floda in Södermanland, near Kagg's country seat of Fjellskäfte, a place that as early as the 1630s Kagg had projected as the site for a chap- el dedicated to his memory and that of his wife, Agneta Ribbing. 45 Kagg oversaw the expansion of the church in the 1630s when he paid for it to be doubled in size by the addition of a south nave as large as the medieval nave and chancel. Work on this was probably begun in 1637. 46 After his death, in the early 1660s, the large and imposing Kaggska gravkoret was added onto the east gable of the church. Interestingly, the architect of this chapel was none other than Erik Dahlbergh, a shining light in the constellation of Swedish heroes of the Age of Greatness. Dahlbergh is remembered today chiefly for his unparalleled record of Sweden's noble buildings which he drew and engraved for the great work, Suecia antiqua et hodierna. 47 But Dahlbergh was also a significant figure in the Swedish military, Quartermaster General of all Swedish arms, Field Marshal, and Governor-General of Livonia. Among his many talents was a facility in architecture, and, as has been noted elsewhere, an understanding of emblematics.
48 Whether or not Dahlbergh had a determining hand in the decorative programme within the chapel at Floda is unknown, but it is intensely inscribed with emblematic and allegorical ideas. In any case, Dahlbergh is certain to have had close involvement with the artist responsible for the décor of the interior, the Italian stucco master, Carlo Carove ( †1697), who had been employed by the Dowager Queen Hedvig Eleonora at her palace of Drottningholm in the late 1660s. Carove probably began his work at Floda in the second half of the 1660s: the whole space is signed and dated by him in 1667. 49 His work at Floda is an extraordinary confection of elaborated Baroque virtuosity, and Carove shows his skill in combining architectural elements, proclamatory cartouches, genii and putti, swags, garlands and trophies, armorial testimonies and symbols of mourning. In all this, a key role is given to eight life-sized emblematic figures set into niches and modelled in remarkably high relief. These stand at intervals around the room and represent, from the left, Honor (Honour), Valor (Courage), Magnanimitas (Magnanimity), Fortitudo, Aeternitas (Eternity), Prudentia, Vigilantia (Vigilance) and Fama (Good Reputation) (Figs. 11 & 12) . As Robert Bennett has observed, these allegorical figures can be interpreted as comments upon Kagg's military character, his sense of chivalry, his powers of endurance, his watchfulness and wisdom, his physical courage, and his unblemished fame. The allegorical figure of Magnanimitas perhaps requires a little more exposition (Fig. 13 ). This Virtue is seemingly figured as a woman in classical robes standing with elegant contrapposto and with her right breast bared. She stands seemingly oblivious to a lion which emerges behind her to her left, her sinister side. For the didaxis of Carove's conceit to be properly read, it needs to be understood that the allegorical representation of Magnanimitas in this figural group resides in the lion, not the woman. She is, in fact, Diana, goddess of chastity and the hunt, as revealed by the crescent moon worn on her brow. The association of the lion with generosity of heart and mercifulness towards the weak stems back into antiquity and formed one of the legends surrounding Alexander the Great. 50 After the Battle of Issus in 333 BC, Alexander, who in his personal iconography encouraged his identification with the lion, astonished onlookers with his nobility of spirit in exercising restraint when the wife and daughters of his Persian enemy, Darius III, fell into his hands. His gracious treatment of his high-ranking captives established his reputation for magnanimity, and furthered the lion's association with that quality. This tradition, promulgated in such canonical works as Plutarch's Vita Alexandri, was preserved in the medieval bestiaries, and continued in the animal lore of emblem books.
51 A well-known example can be found in Guillaume de la Perrière's Morosophie of 1553. There, in Emblem 27, the lion resists the yapping of an impertinent pup, as the soldier magnificently foregoes violence against the weak and defenceless: as the emblematic scriptura states, "As the lion thinks it wrong to try his strength with mighty muscles against the fearful puppy, so tough Mars disdains to knock the weakling coward down and searches always for the strong". 52 So what role does the goddess Diana play in the figural group at Floda? One of the manifestations of the lion's magnanimity according to these traditions was its fearlessness before hunters, and its preference to reveal itself to the hunter rather than to cower away. 53 Thus it is that we see the lion break its cover from behind the goddess of the hunt. Carove, desirous of representing Kagg's generosity of spirit, suggests it through the magnanimous lion, but ingeniously preserves the integrity of his wider artistic conception by pairing the creature with a life-sized figure in classical garb.
Carove's panegyric programme for Kagg extends to the very roof, because arching over the memorial chapel is further rich ornamentation in the vaults, where we see the allegorical figures of "Iustitia", "Pietas", "Temperantia" and "Religio Christiana" in relief set into the cells of the spandrels (Fig. 14) . Each of these figures is framed within a strapwork cartouche bordered by martial trophies; the figures show gracious contrapposto for example, the type for Temperance who rests a proprietorial hand on the head of her expository elephant. 54 Carove's allegoresis is clear: the chief virtues that governed Lars Kagg were his adherence to justice, his self-control, and his unimpeachable piety. Just as the assembly of heraldic achievements testify to his pedigree and social advantage, so these emblems attest to his innate ornaments of character.
One of the important aspects of the Kagg Chapel at Floda is the evidence it bears of articulacy in the semiotic language of emblematics, and thereby connectivity with the wider intellectual currents of the 54 The iconography of the elephant, a beast that never eats more than it requires, is set out in Ripa's exposition of the allegory of Temperance: see Cesare Ripa, Iconologia (Siena: Heirs of Matteo Florimi, 1613), 296-297. (Fig. 15) . 55 Carove, it seems, has looked to a wide repertoire of prototypes and patterns to fashion his schema at Floda, and perhaps the very idea of the allegorical figures placed in niches at intervals around the space had its roots in an Italian decorative schema, possibly Perino del Vaga's famous frescos for the Sala Paolina in Castel Sant'Angelo in Rome. 56 But what the chapel at Floda makes clear is that there was an expectation that such displays would be understood, that there was an audience capable of making sense of recondite ideas expressed through codified sign systems. It was doubtless thought that this audience might comprise of members of the elite with access to classical knowledge and the mens emblematica.
But the Kagg Chapel should also be seen as an expression of a wider repertoire of Baroque spectacle, part of the rhetorical world of performance where allegorical characters come to speak of their central subject like the personifications in a masque, that quintessentially seventeenth-century amalgam of theatre and performance that had taken hold of the Swedish court during the reign of Queen Christina. 57 Just as those productions, penned by luminaries like Georg Stiernhielm, had glorified and extolled the person of the queen through allegorical abstractions, so Carove's cast of stuccoed personifications magnified the moral and spiritual attainments of Kagg. 58 Where in mundane reality Kagg, like anyone else, manifested myriad behaviours -from cordiality to peevishness, exuberance to indolence, frivolity to profundity -in his memorial chapel he is forever transfigured and fixed in an attitude expressive only of moral seriousness and probity. The flux of conflicting emotions that characterises human existence is stilled through the medium of sculpture into an attitude of moral rectitude and spiritual repose. These qualities, when allegorised as Virtues, become external figurations of invisible qualities innate to Kagg. We can link this with the wider rhetoric of Baroque mourning in Sweden. Kagg's funeral procession was a major spectacle for the Stockholm citizenry as it made its way to the cathedral to the sound of trumpets and kettle-drums. 59 This must have made for a stirring martial performance, but the impermanence of music offered a parallel with the brevity of life, as evidenced by countless seventeenth-century vanitas paintings of musical instruments. It was in the search for a solution to this problem of transience that Carove included trumpets and kettle-drums in the decorative stuccowork at Floda: here, they helped frame a military memorial for a field marshal, but they also offered an echo of Kagg's heroic action and public acclamation in life. In a similar way, the personal qualities possessed of Kagg formed the theme of the lengthy funeral sermon, or gravtal, which eulogized his career in triumph and adversity. 60 But such encomia are also temporary performances, lost on the air as soon as they are spoken. This, too, was a subject of vanity. What, then, was the purpose of the Kagg Chapel, a mortuary monument without the bodies of the man and woman it celebrated? Here, in this dynastic space, room opened up for a kind of built eloquence impossible in the Riddarholmskyrkan; the church at Floda was a place of memory, an architectural articulation of the enduring fame of Lars Kagg and his wife. The words of the preach-er long fallen silent, Carove's allegorical figures present to posterity in perpetuity the ongoing, enduring and ultimately defining essence of Kagg's character, distilled into the forms of the universal Virtues long sealed and sanctioned by classical and Christian tradition. The abstractions serve to apotheosize Kagg so his reputation crystallizes into that of a man whose sovereign temper was shaped alone by Virtue.
CONCLUSION
What had generally been an iconographical resource at the disposal of immigrant artists and craftsman plying their trade in Sweden at some stage became adopted and naturalized among Swedish sculptors working in humbler environments and with more modest materials than the marble and alabaster of aristocratic tombs. Evidence for this is spread widely across the older churches of Sweden, but, by way of conclusion, let us consider the little church of Säby near Tranås in northern Småland, a picturesquely pastoral spot today, but a place remote in every sense in the late seventeenth century. Here, on the west wall of the church stand four polychrome wooden sculptures dating from the latter part of that century, all evidently once from the same sculptural group. All four figures are female and stand on consoles, fragments of a larger architectural composition, an altar retable, now lost. The four women depicted in the sculptures are personifications of the Virtues; three can be identified as Temperantia, Fortitudo and Prudentia by their attributes (Figs. 16, 17) . The fourth figure has suffered damage, but the heart in her right hand suggests that she configures Pietas. The sculptures were carved and set up in the church in 1686 by a provincial sculptor and painter, Jöran Bundij, who came from Eksjö, some thirty kilometres to the south of Säby. The craftsmanship performed by Bundij stands towards the end of a long and venerable tradition of Scandinavian polychrome wood sculpture (målad träskulptur) that characterises some of the high achievements of Gothic art in the Swedish Middle Ages. 61 But while, the figures at Säby fall far short of the execution of the finest work of earlier centuries, they should be seen as local manifestations of themes of very long pedigree, themes which predate the Christian iconography of Saviour and saints that more typically characterizes older Scandinavian polychrome carving. 62 The synthesis of these classical tropes into the iconography of an ecclesiastical space shows the remote operation of the Renaissance assimilation of the allegorizing process of prosopopoeia. And while such figures would be unsurprising within the context of wider European church interiors, they are novel elements in the iconographical repertoire of Swedish devotional sculpture. It is striking indeed to see these classical humanist and Renaissance figures from the pages of Ripa appearing in a small, rural church amid the rugged forests of Småland. The polychrome carvings at Säby are fragmentary evidence of the wider purchase of the iconography of the Virtues in late seventeenth-century Sweden. Up at court, the painter David Klöcker Ehrenstrahl was making full use of such personifications in his extensive programmes of picture production for royal residences; equally, the sculptor Nicolas Millich was to execute marble figures of the Muses for the main staircase at Drottningholm, and there is little doubt that he did so in mind of Artus Quellinus the Elder's famous series of Virtues from Amsterdam Town Hall. 63 But in rural churches, something of this taste for abstraction meant that the Virtues, Cardinal and Theological, could be adopted as readily as the Four Evangelists or figures of the Patriarchs as fitting adornment of pulpit or retable. But it was not until the mid-eighteenth century that Swedes without skill in languages could read about the rich meanings inherent in the Renaissance's codifications and allegories. In 1746, a pastor of the Jönköping regiment, Anders Lallerstedt, a man fired by a compulsion to offer handbooks on recondite subjects, published his Compendium ethicum, eller Kort inledning til dydge-eller sedo-läran. 64 This work, which takes its tone from the moral disquisitions pressed in the figural sculpture of the seventeenth century. Traceable to stylistic innovations introduced by migrant stone-carvers from the Netherlands, new thematic elements from the realm of humanistic abstraction became established tropes within the native sculptural tradition. Taking figural representations of the Cardinal and Theological Virtues as an area of particular focus, the article demonstrates how these traditional topoi were for the first time naturalized as familiar elements in the decorative programmes of churches and memorial chapels. Their deployment in such contexts can be seen as evidence of a widening of the visual repertoire in the light of European cultural developments, and a new consciousness of the rhetorical power of persuasio among the commissioning patrons of such works from the emerging political and cultural elite. 
